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ThemainthemeIwishtoexploreisthepositionoftheforeignscholar
aslong-termresidentinJapan.Thefollowingdiscussionoffersanumberof
generalizationsbasedonmypersonalexperience.Theseareintendedto
stimulateconsideration,discussion,andresponse.Itshouldbebornein
mindthattherelevanceoftheissuesIraisevaries,dependingonspecific
fieldsofresearchandthekindsofmethodsthatareemployed.
Scholarshipisgenerallyshapedbythescholarlyandinstitutional
contextthatgeneratesit.Foreignscholarstendtoprojectthemesand
methodologiesthatareformedbytheinterestsofthescholarlycommunity
intheirhomenations.Factorsthatservetoensurethisincludethe
competitivegrantapplicationsforresearch,applicationsforconference
panels,thereviewprocessforpublicationofjournalarticlesandbooks,the
reviewssubsequenttopublication,andthegeneralreception.Allofthese
factorsarenecessarilytakenintoaccountbyscholarsastheyshapetheir
worksoracquiregrantstodoresearchinJapan.Thedepthofresearchtends
toshowaclosecorrelationtotheamountoftimeascholarspendsoverseas,
thedegreeofaccesstoresourceswhileoverseas,andthelimitationsof
librariesintheWest.Itisdirectlyaffectedbygeneraltimelimitationssetby
grants,leavetime丘omteaching,andtimeschedulesfbrreviewfbr
professionalpromotion,aswell.
InthecaseofscholarshipbasedintheWest,thereisacontinuing
tendencytoplaceemphasisonWesternsourcesandmethods(theoretical,
psychoanalytic,etc.).Sometimestheseapproachesaresharedbysome
Japanese-trainedscholars,butinmanyinstancestheyhavenevergained
muchcurrencyhere.Ontheotherhand,foreign-trainedscholarswhoare
incorporatedintoJapaneseresearchprojectsoverlongstretchesoftimeare
likewiseinfluencedbytheapproachesandinterestsofthefunding
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institutionsandtheirJapanesecolleagues.
However,thepeoplethatIamthinkingabouttodayareoutsideeither
ofthesetwobroadcategories-peoplewhoduetotheirlong-termresidence
inJapanhavethepotentialtooccupyahybridspace,neitherfully
integratingintotheexpectationsorlimitationsofWesterninstitutionsnor
whollyassimilatingtoJapanese.Iwishtodiscusssomeoftheprosand
consofthispotentiality.Scholarsnolongerdependentuponforeign
institutionsforleavetimeandfundingforconductingresearchinJapanand
alsonotindebtedtoacademicresearchinstitutionsinJapanhavethe
potentialforselectingresearchtopicsthatmaybeunthinkableforthose
whosechoicesaredeterminedbytheaimsoftheseorganizations.Notfully
integratedintotheexpectationsorlimitationsoftheWesternorJapanese
academicenvironment,theyenjoyameasureofliberation.Thismayallow
foragreaterrangeofapproachesandtopics.Itmayalsolead,however,to
greaterdifficultiesinpublicationandpresentationofresearch.
Iwouldnowliketoturntomyownparticularexperiencesinseveral
differentareasinordertogiveexamplesofthissituation.Myoriginalarea
ofresearchwasJapanesearthistory,morespecifically,literatipainting.
Japaneseliteratipainting(bunjinga文人 画)stretchesfromitsoriginsin
theseventeenth-centuryandactuallycontinuesintorelativelycontemporary
timesinthetwentiethcentury.Thereceptionofstudiesofliteratipaintingin
theWestisfairlyspotty.Westernresearchinthisareastartedtoexpandin
the1970sand1980s,andyetmorerecentlytherehasbeenlessactivity.
Thisraisesthequestionsofwhysuchresearchwasnotdoneearlierand
whyisitslowingdownnow.Ultimatelythisisaquestionofthe
canonizationofartists-theformationofadominantviewofwhointhis
verylargemovementofhundredsofpaintersisworthyofstudy,who
producedartoflastingvalue.This,ratherthanbeingagiven,isverymuch
apoliticallysensitiveissuethathasvariedagreatdealinJapanesehistory
andtosomedegreeinWesternhistory.Togivethenamesofsomeofthe
mostprominentartists,thereisaninternationalconsensusthatinvestigating
thecircumstancesoflkeTaiga池大 雅(1723-1776),YbsaBuson与謝 蕪
村(1716-1783),andUragamiGyokud6浦 上 玉 堂(1745-1820)isof
value.Yetoftheirimmediatecolleaguesorassociateswhowerequite
importantintheirowntime,thereisnowlittleunderstandingofwhothey
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were,letalonetheirsignificance.Thatlimitationofcontextismuchtruerin
theWestthaninJapan.Yetthewartimeyearsmarkedawatershedinthis
areainJapan;therehadbeennumerousprewarstudies,buttheyhadfew
postwarsuccessors,andperiodicalliterature(includingJapanesejournals
devotedtothisarea)practicallydisappeared.Adeclineininterestin
Chinese-relatedculturalformsinpostwarJapanerodedthecontextfor
manyoftheseartistsandtheirworks.
TolookatotherareasofJapanesepainting,muchoftwentiethcentury
paintinghasbeenhighlyproblematicintheWestfromthebegi皿ing.
Particularly,nihonga日本 画isjustbegimingtoreceiveanykindof
credibilityintheWest,althoughithaslongbeenincludedinthecanonin
Japan.Sointhiskindofscholarlydivide,aresearcherwouldfinditeasyto
obtainsupportinsideJapanforanihong・a-relatedpr(オect,butmoredi箭cult
intheWest.Andifthesituationofnihongahasbeenproblematic,even
moresuspecthasbeenthereceptionintheWestofy?a洋 画
(Western-styleoilpaintingbyJapanese),despiteitsacceptanceasahighly
canonizedtopicwithinJapan,wheremanyartistsarerecognizedasmasters
andhavemuseumsdevotedtotheirwork.Westernacademicreceptionof
y?ahasbeensofrostythatitmightmoreeasilybedeemedatopicfor
anthropologyorsociologythanarthistory;thereisasyetnoestablished
basisintheWestforappreciatingitsstatusasanartform.Andifthisistrue
inacademia,itiseventruerinWesternmuseumacquisitions,withanear
blanketrefusaltocountenancecollectinganyofthismaterial.Thereisa
limitedtraditionofcollectingnihongathatisslowlyexpanding,yetfor
y?atherehavebeenalmostnopurchasesofworksatall.BeinginJapan
anddoingresearchontheseareas,oneisnearlyinundatedbythevast
amountofmaterial,writingsbytheartists,theworksthemselves,andthe
criticalliteraturebothcontemporaryandcurrent.Yetintryingtopresent
thesetopicstoaninternationalaudience,thelong-termresidentscholar
con丘ontsareceptionproblem.Thereissimplylittleawarenessofthe
materialanditssignificance.
InsideJapan,thedifferencebetweenprewarandpostwararthistorical
studieshasbeenwidening.Iamtalkingaboutthedividemarkedbythe
periodoftheFifteen-yearsWar,eveninsuchrecognizedareasasnihonga
ory?a.Ifonelooksintotheprewaryearsorevenwartime,therewasa
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somewhatdifferentrangeofwhoorwhatwasconsideredimportant.Artists
ortopicsthatwerethenconsideredquiterelevantarenowoftenhardtodeal
with,eveninJapan,eventhoughthegeneralareaisperceivedasvaluable.
Forexample,manyexamplescanbefoundintheareasofcalligraphyand
haigapaintings,includingtheworksofInukaiBokud?｢飼 木 堂
(1855-1932)andKawahigashiHekigot?ﾍ東 碧 梧 桐(1873-1937)among
others.
Toshifttolookingatsimilarissuesinadifferentdiscipline,letme
touchonmyexperiencein1996,whenIchairedapanelentitled
"ConfigurationsofSexualityinJapaneseFilmoftheSe
venties"atthe
AssociationforAsianStudiesannualconvention.Myownpaper,"Mandala
ofCulturalIdentityandSexuality:Jiss?iAkio,sFilmMz〃ぬ 厂α(1971),"
focusedontheworkofJiss?iAkio実相 寺 昭 雄(1937一),anoteddirector
ofavant-gardefilms.Stillactivetoday,Jiss?i'sbest-regardedworkwas
producedinthelate1960sand1970s,whenhisfilmswereoftencited
amongthetoptenfilmsoftheyearandgeneratedconsiderablecritical
attention.Thesefilmsmeritattentionforaesthetic,social,andpolitical
reasons,astheyfiguredinthedevelopmentoftheavant-gardefilm
movementandwereattemptingtoaltersocialattitudestowardssexuality
andpoliticsinJapan.Hismostimportanttrilogy,一Muj?ｳ常(1970),
Mandara曼 陀 羅(1971),andUta哥(1972),wasscriptedbylshid?
Toshio石 堂 淑 朗(1932一),whoalsowrotethescenariosforanumberof
OshimaNagisa's大島 渚(1932一)importantfilmsofthe1960s.Jiss?i's
filmsrelatetothosebyTeshigaharaHiroshi勅使 河 原 宏(1927-2001),
YoshidaYbshishige吉田 喜 重(1933一),WakamatsuK?'i若 松 孝 二
(1936一),TerayamaSh琮i寺山 修 司(1935-1983),andotherdirectorswho
werechallengingtheeverydayassumptionsoflifeandcinemaatthattime.
Jiss?i'swork,however,hasbeencomparativelyinaccessible.Allhismajor
filmshadgoneoutofdistributionuntilthe2001releaseofalimited-edition
eight-discDVDset,andtheyarestillunsubtitled.Theunavailabilityofthe
films,thelackofsubtitlesforfilmsthatcontaindensedialog,andthe
generallylowlevelofcollectionsoftherelevantfilmjournalsandbooksin
thelibrariesoftheWesttightlycircumscribethecontextforknowledgeable
receptionevenforanacademicaudience.FormeattheAAS,having
completedconsiderableresearchintosomeofJiss?i'sfilms,including
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workingwiththescenariosandcontemporarycriticism,theproblemwas
howtoshapetheanalysisinawaythatcommunicatedsuccessfullytoan
audiencethatwasnot"sofarin"asI.Theproblemofcastingthisinaway
thatwillallowpublicationwithoutcompromisingthetopicunder
investigationremains.
Thisillustratesakindofprofessionalexistentialdilemmafacedbythe
long-termresidentscholarinJapan:althoughyoucanengageinresearch
herethatwouldbeimpossibleelsewhereduetothelackoftherequisite
materials,institutionalstructuresandthepracticeofcanonizationofcertain
topicsandapproachescaneffectivelyblockthepublicationorreceptionof
suchstudies,notbyintentionbutbydefault.
ThinkingaboutJapanesefilmcriticismintheWest,itisstillveryrare
forsuchstudiestodealwiththecriticalcontextandreceptionofJapanese
filmasfoundintheJapanese-languagematerials.Recentlyseveral
excellentbooksthatdoattemptthisengagementhaveemerged,oneby
MitsuhiroYoshimotoonKurosawaandanotherondocumentaryfilmby
AbeMarkNornes.1TheseareamongthelimitedrangeofWesternstudies
thatreallydealwiththefilmliteratureinJapanese.
Manyauthorshaveavoidedgettinginvolvedwiththescenarios,
despitethefactthatnearlyallofthemwerepublishedinJapan.2Thishas
resultedintheerrorsandomissionsofsubtitlesfoundinthestandard
overseasversionsoffilmsbeinginco叩oratedintothestandardWestem
analyses.Asiswellknown,originalsubtitlesareoftenproducedunder
adverseconditions(unreasonabletimepressures)forquickreleaseinto
'Yoshimoto2000andNornes2003areonlytwoexamplesofawidergroupof
WesterncriticswhohaveeffectivelyusedJapanesecriticalliterature.Yetasurveyof
thenotesandbibliographiesofmostWesternliteratureonJapanesefilmsreveals
howfewJapaneselanguagesourcematerialshavebeenemployed.
2Filmscenarioshavebeenpublishedinthepostwarperiodinthemonthly
magazine3伽 α吻 シ ナ リ オandtwoannualsoftopfilmscenarios,Nenkan
daihy?hinariosh荢N 間 代 表 シ ナ リ オ 集andNihoneigashinariosensh茁? 本
映 画 シ ナ リ オ 選 集Inadditiontospecialcollectionsofscenariosofparticular
directorsandscreenwriters,thebimonthlyfilmmagazinesKinemajunp?Lネ マ 旬
報andEigageijutsu映 画 芸 術regularlypublishedscenariosduringthel970s
andearlierdecades.
5
PaulBERRY
theatres.WhatisparticularlydisappointingisthatnewlysubtitledDVD
versionseithermaintainearliermistranslationsorevenintroducenew
errors.Thefollowingexamplesaresmallyetrepresentativeofalarger
problem.
The2003CriterioneditionofOzu'sT?y?onogataNi東京 物 語
(1953)stillincludesafundamentalmistranslationinacriticalpassagenear
theendofthefilm.Oneofthemostfamouspassagesinthefilmisthe
conversationbetweenKy?oandNorikoaboutthenatureoflife.The
standardoldtranslation,maintainedinthe2003edition,is:
Ky?o:Isn'tlifedisappointing?
Noriko:Yes,itis.
TheselinesarefrequentlyquotedinWesterncommentaries,yetthe
originalJapanesetextismuchmoreemphatic,especiallyinNoriko's
assessmentoflife.
Ky6ko:い や ね,世 の 中 っ て.AwfUl,aren'tthey,theseevents
oflife.
Noriko:そ う_い や な 事 ば っ か り.Yes,nothingbutawful
things.
Ineffect,thestandardtranslationofNoriko'sreplyonlyconveysher
initialassent(そ う)which,takenbyitself,couldbeinterpretedasnothing
morethanNoriko'ssympatheticsupportfortheyouthfulangstofKy?o.
YetNoriko'sfullresponserequiresanewinterpretationofherbehavior
throughoutthefilm.Noriko,theimageofvirtueandcorrectbehavior,has
volunteeredherassessmentoftheeventsoflifeas,"nothingbutawful
things."Thisrevelationdeepensandcomplicatestheperceptionofher
personalityandprefiguresthedenialofherownvi血zeandhonestyinthe
followingequallyfamousdialoguewithherfather-in-lawSh瑢ichi.
Thenewsubtitlesforthe2003DVDCriterioneditionofKurosawa's
19521kiru生 き る,althoughgenerallyimproved,nowhastheprotagonist
SectionChiefWatanabecallingoutforabicycle(jitensha自転 車;``Say」
getmeabicycle")forhimselfandhisstaffratherthanthecarthatis
mentionedinthescript(kimi...jid?hao...hitotsu君… 自 動 車 を … ひ
とつ).Theabsurdityofappearingtocalloutfbrabicycleaddsastartling
noteofunintendedhumortoakeyscenemeanttorevealWatanabe's
changeofcharacter.Thatsuchmistranslationsarestilloccurringis
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especiallyironicasscriptsofhisfilmshavebeenreadilyavailableina
varietyofsources,includingtheillustratedbilingualscriptsfortheolder
Kurosawafilmsthatwerepublishedinaseriesofsixvolumesmorethan
threedecadesago.3
MostWesterndiscussionsofJapanesefilmstillfailtoengagemore
thanasmatteringofthekeycriticalliteratureinJapanese.Anothermajor
problemcausedbythislackofengagement,andonethatclearlyillustrates
theissueunderdiscussion,istheneartotalavoidanceoftheJapanese
receptionofWesterncinemaintheWesternstudiesofJapanesefilm.They
frequentlymakequickreferencestotheimpactofspecificfilmsorWestern
directorsonJapanesefilms,butmostpeopleininternationalfilmstudies
assumethatifyouwanttoinvestigateEuropeanorAmericanfilms,then
youshouldstudytherelevantWesternscholarsonthosetopics.The
JapanesereceptionofWesternfilmsistoooftentreatedasacuriosity,rather
thanassociallyandintellectuallysignificant.
TheseattitudeshavehadapervasiveandIthinkperniciouseffecton
scholarship.Thisisnottherightoccasionforthepresentationofcomplex
examples,butIwouldliketociteaninstancethatinvolvesbothliteraturein
translationandcinema;itillustratessomeofthepointsthatIhavesoughtto
makehere.Thequestionoftranslationandliteratureinvolves
transformation;ofcourse,anytranslationinvolvesatransformationofthe
text.Myintentisnotsomuchtoaddressthatbroadtopicasitistoexamine
caseswheretranslatorsintentionallyomitortransformpartofthetexttofit
whattheyassumetobe(Western)readers'expectations.Suchchangesare
oftendoneoutofacertainsympathytotheauthororthetext,whenthe
translatorthinkssomethingmayberesistedormisunderstoodbyaWestern
audienceiftranslatedinadirectfashion.Thistailoringofthetextis
frequentlyviewedasanecessarymovetowardspopularizingthetextinthe
West.Letusconsideraminute,yetrepresentative,exampleofawidespread
practice.
ManyWesternreadersarefamiliarwithTanizakiJunichir?snovel
Kagi鍵,translatedasTheKey.Itisstructuredasaparallelpresentationof
3111ustratedbilingualscenariosformostofKurosawa'sfilmsthroughDodesukaden
ど で す か で ん(1970)werepublishedasKurosawaetal.1970-71.
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entriesfromtwodiaries.HowardHibbettproducedthestandardEnglish
translationofthisnovelin1960,andinithechangedoromittedanumber
ofsmallreferencestofilm.OneinstancedealswiththecharacterKimura,
whoisdepictedasanattractiveyethighlymanipulativeyoungmanwho
involveshimselfintheaffairsofthefamily.AtonepointKimuratakes
severaloftheprimarycharactersouttothemovies.Tanizakinamesthe
movie,BillyWilder's1954filmSabrina.4Hibbettomitstheexact
referenceinhistranslation.Thisandtheotherexamplesareinteresting,as
thefilmreferencesallrelatetoforeignfilmsshowninJapanwithinmonths
oftheirreleaseintheWestin1954.Thefirstchapteroftheserializednovel
firstemergedintheJanuary1956issueofCh顗k?On中 央 公 論
magazine.Inotherwords,thementionedmovieswouldallhavebeen
readilyrecognizedasrecentfilmsbytheJapaneseaudienceofthetime.The
entriesinthetwodiariesthatcomposethenovel'stextjustbeginwiththe
dayandmonthwithnoindicationofyear.Asthefilmswerereleasedinthe
制lofl954andthenovelappearsinJanuaryofl956,itwouldhavebeen
cleartothereaderthatthediaryentrieswhichbeginonthefirstofJanuary
andconcludeonJuneeleventhhadtohavebeensetin1955.Tanizaki,by
puttinginthesereferencestofilmsfamousnotonlyoverseasbutinJapan,
establishesthestoryfortheJapanesereaderofthetimeasbeingquite
contemporary.Thetranslator,bysuppressingthesereferences,istryingto
placethetextinamoretimelesszone,whichissignificant.Wecanargue
thatthechangescreateanessentializingviewofthetext.
ThetranslatedpassageinreferencetoKimura,fromtheJanuary
seventhdiaryentrybytheprofessor,says,"heratherresemblesacertain
Hollywoodmovieactor-whoseemstobeherfavorite.(1'venoticedthat
shemakesapointofseeingallhisfilms)."TheWesternreaderwonders
aboutthisactorthatresemblesthisattractiveyoungmanwhoispotentially
4BillyWilder's(1906-2002)Sabina(knowninJapanasUruwashinoSaburina
麗 し の サ ブ リ ナ),a1954romanticcomedyonamodernPygmaliontheme,starred
HumphreyBogart(1899-1957);AudreyHepburn(1929-93),andWilliamHolden
(1918-91).ItsJapanreleaseinformationappearsinKinemajunp?00(September
1954).Althoughitislikelythatitisonlyacoincidence,thehusbandinKagiis
attemptingaPygmalion-liketransformationofhiswife'ssexualattitudes.
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maliciousandmanipulative.WhichWesternactormightitbe?Itwas
actuallymycuriosityaboutthisthatfirstledmetoconsulttheJapanesetext
toseeifitcontainedahint.Ofcourse,intheoriginaltexttheactorisnamed,
andthenameisJimmyStewart(1908-1997).Theappearanceofthisname
raisesanumberofquestions,andonecansympathizewithProfessor
Hibbett,whomayhavejudgedthatnamingthisparticularactorasamodel
forsuchadubiouscharactermightbetoodistractingfortheWesternreader.
Thesuppressionofthenamemightequallyhavebeendoneonthe
presumptionthattheimageofJimmyStewartmightdisturbthe"Japanese"
qualityofthetext.ItmightalsoraisethequestionofTanizaki's
interpretationofStewart:didhemisunderstandthegeneralpopularityof
StewartinAmericaasthequintessential"goodman,"acharacterwhocan
bedriventotemptationsbutwillalwaysovercomethemashedidinthe
1939MrSmithGoestoWashington,orthe19471t'saWonderfulLife.
Tanizakiwasanenormousfanofmovies,wrotesomefilmscriptsearlyin
hiscareer,andwascontinuallywatchingJapaneseandWesternfilms.
Amongthefilmsreleasedinthe1954isAlfredHitchcock's(1899-1980)
ReapWindow(㎞ownasUramado裏 窓inJapan)。 ∫immyStewartplays
theprotagonist,adubiousfigurewhospendshistimeinvoyeuristic
activitiesthattargettheothermembersofhisapartmentbuildingwhile
developingarelationshipwithhissocialitegirlfriend(playedbyGrace
Kelly,1929-82).Thescreendialoguerevealsthathehasalsobeen
photographinghisneighbors,oftenwithsexualintent.Theseaspectsofthe
StewartroleinthisfilmparalleltheKimuracharacterinTheKey,who
knowssomuchabouttheinnerrelationshipsoftheprimaryfamilyandnot
onlyprovidestheprofessorwiththecameraequipmentthatwillallowhim
tophotographhiswifeinthenudebutdevelopsandprintstheresulting
images.Perhapsthetranslatorjustdidnotthinkthissituationthrough
carefully,ordidnotinvestigatewhattheJapanesereceptionofJimmy
Stewartwasatthetimeofthenovel'srelease.5
5AthirdWesternfilm
,directorClaudeAutant-Lara's(1901-2000)Le、Rougeetle
Noir,wasmentionedinIkuko'sdiaryentriesfor16and27February.Thefilmwas
firstreleasedinlateOctober1954.AnoticeaboutitsupcomingJapaneserelease
appearedinKinema/unp?00(Septemberl954)。
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Overall,theexclusionofreferencestoWesternfilmsinthistextdoes
notcauseasignificantshiftinmeaningoftheentirework,yettheir
suppressionnotonlyshiftsthetexttowardsanessentializedtimelessness
butencouragestheWesternreadertoperceivethesecharacters,and
Japanesesociety,asbeingremovedorunawareofcontemporaryWestern
culture.
SimilarissuesofeditingandalteringJapanesetextsintheprocessof
translationareoftenencountered.RecentlyJayRubinhasdiscussedvarious
aspectsconcerningthetranslationofMurakamiHaruki'snovels.61nthe
caseofAlfredBirnbaum'stranslationofHitsujO∫o〃2εg〃捌 わδ舵 η 羊 を め ぐ
る 冒 険(AWildSheepChase),Birnbaumandhiseditor"removeddatesand
othersignslinkingtheactiontothe1970s,givingitamorecontemporary
feel-evengoingsofarastoincludeaReagan-erachaptertitle,`Onefor
theKipper',thatchimedwiththetranslation'shipnewstyle,ifnotwiththe
book'schronology."'ThisresemblesHibbett'somissionsthatdropped
date-specificreferences,yetunlikeTheKey,Birnbaum'stranslationadded,
ratherthanomitted,referencestopopularWesternculture.Inreferenceto
themultiplechangeshemadeinhisowntranslationofNejimaki-dori
kuronikuruね じ ま き 鳥 ク ロニ クル(TheWindupBirdChronicle),sofarthe
mainworkofMurakamiHaruki'scareer,Rubinremarked,"Istillthinkthat
thetranslationistighterandcleanerthantheoriginal,butIsupposethat
verytightnesscanbeviewedasadistortionoftheoriginal,an
AmericanizationofaJapaneseworkofart"(p.275).Furthermore,"he
[Murakami]readandapprovedmyfinaledit,thoughhewasadmittedly
uneasythatsomuchhadbeeneliminated"(p.276).Manyofthechanges
andtheomissionofchaptersoftextwereinitiatedbythepublisherandthe
publisher'seditor.AgaintoquoteRubin'saccount:"Murakami'sU.S.
editor..saidsimply,`Myreactionwasthatitcouldn'tbepublished
successfullyatsuchlength,whichindeedwoulddoharmtoHaruki'scause
inthiscountry"'(p.275).Wemayask,ofcourse,isthisthepublisher's
causetomakeprofitsorthewriter'scausetoconveymeaning?While
6Rubin2002.Throughoutthisbook,Rubincommentsondifferenttranslations,and
his"AppendixA:TranslatingMurakami"centersonthecomplexityoftheprocess.
'Ibid.,p.189.
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notingthatsomepeopleinthepublishingindustrydocareaboutthe
meaningoftheworkstranslated,Rubinmakestheobviouspointthat,
"publishersarethinkingaboutsales
,aboutdeadlines,about`shaping'an
author'scareer,aboutthetimingandrhythmofreleasinganauthor'swork,
aboutkeepingtheauthorinthepubliceyewithoutfloodingthe
market-aboutsellingbooks."g
Problemsarenativetotheveryideaoftranslation,andincreasetothe
degreethattheculturesandlanguagesinvolveddifferfromoneanother,yet
theconcernIraisefocusesonthedeliberatealterationoftextstopromote
theirpopularitytomeeteconomic,cultural,oracademicgoals.Whilethese
concernshaverepeatedlybeenraisedinregardtotranslationoftexts,itis
lessfrequentlynotedthattheoften-lamentedproblemsofcrosscultural
studiesarebasicallythesameasthoseoftranslation.Inbothcasesthe
propensityofthereceptionoftranslationsandstudiesofculturetobe
shapedbythepresumptionsofthesponsoringagencies,whetherthose
agenciesbeacademicsocietiesorcommercialpublishers,isoftencriticalto
thecraftingofthepresentation.Thesepresumptionsusuallyfollowthelines
oftopicsandapproachesthathavebeenacceptedascanonicalinvarious
fieldsofstudy.Despitecallsinmanydisciplinesfornewapproachesand
newtopicsthatwouldreformortranscendthecanonizedtopics,there
remainsareluctancetoactuallydosoduetodifficultiesinreceptionof
suchnewareas.
Foreignscholarswithlong-termresidenceinJapanhavethepotential
toworkinahybridspace.Thelimitsofexploratorypracticeinthatspace
arefewer,oratleastdifferentlydrawn,thantheboundariesforthosewho
areexclusivelyinJapanorexclusivelyinsomeothercountryoracademic
culture.Forthepotentialtobeeffectivelyrealized,the"chickenandegg"
challengeofcreatingacontextforthereceptioninacademiccirclesofwork
thatis"sofarin,itisout"isanongoingissue.Thereisnodistinctbenefitto
sucha"hybridspace"ifanalysisdevelopedwithinitisshapedtofitthe
presumptionsextantonlyinsideoronlyoutsideofJapan.Thevalueof
increasedaccessgeneratedbylongperiodsofresearchwithinJapanby
foreignscholarsisreducediftheresultsaremassagedforeaseofreception
sIbid.,p.281.
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alongthelinesoftranslationsofliteraturesuchasIcitedabove.Thereare
noeasyanswerstothisproblem,butIampersuadedthatthereisvaluein
persistingtodevelopthishybridresearchspace,ratherthanattemptingtofit
oneselfintotheresearchinterestsandapproachesthatalreadyexist.If
foreignscholarswithlong-termresidenceinJapanavailthemselvesofthe
potential丘eedom丘omthestandardacademicpressures,andiflatitudeis
allowedforthepublicationandappreciationofnewviewpoints,all
researchers-bothforeignanddomestic-canexpecttobenefitfrom
originalinsightsthatwillhelperodethedualismofacademicworldsinside
andoutsideofJapan.
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